


MEL BAY PUBLICATIONS, INC., #4 INDUSTRIAL DRIVE, PACIFIC, MO 63069 


n; 


i 
































Mel Bay Presents 



with play-along CD 


by Corey Christiansen 



CD CONTENTS 



|T1 Tuning [1:31] 

1131 Minor Seventh Flat Five Chords [3:01 ] 

25 

| Mixolydian Bebop Etude [:24] 

| 2 1 Major Chords [3:16] 

1 141 Locrain Etude [:24] 

[26 1 Major Pentatonic Etude [:22] 

f3 1 Major Scale Etude [:24] 

[15] Minor Chords [3:01] 

27 

| Minor Pentatonic Etude [:23] 

I 4 | Minor Seventh Chords [3:06] 

11 6 1 Harmonic Minor Etude [:221 

28 

Blues Scales Etude [:23] 

1 5 | Natural Minor Etude [:25] 

11 7 1 Jazz Minor Etude [:23] 

29 

Diminished Chords [3:05] 

|~6 | Dorian Etude [:23] 

fl8[ Dominant Seventh Sharp Eleven Chords [3:04] 

30 

Diminished (whole-half) Etude [:24] 

1 7 1 Minor Seventh Chords [3:08] 

1 19 1 Lydian Dominant Etude [:24] 

31 

Dominant Seventh Sharp and Flat Nine [3:00] 

1 8 | Phrygian Etude [:23] 

1 20 1 Altered Dominant Chords [3:00] 

32 

Diminished (half-whole) Etude [:25] 

f9 1 Major Seventh Sharp Eleven Chords [3:07] 

21 Altered Scale Etude [:24] 

33 

Dominant Seventh Flat Five [3:05] 

1101 Lydian Etude [:23] 

22 1 Major Sixth Chords [3:01] 

34 

Whole-Tone Etude [:24] 

1 11 1 Dominant Seventh Chords [3:03] 

23 Major Bebop Etude [:22] 

35 

Chromatic Scale [:21] 

|12[ MixolydianEtude [:22] 

24 Dorian Bebop Etude [:24] 





©2001 BY MEL BAY PUBLICATIONS, INC., PACIFIC, MO 63069. 

ALL RIGHTS RESERVED. INTERNATIONAL COPYRIGHT SECURED. B.M.I. MADE AND PRINTED IN U.S.A. 

No part of this publication may be reproduced in whole or in part, or stored in a retrieval system, or transmitted in any form 






























































Introduction 
Major Scales 


Major Scale Modes. 

Aeolian Mode. 

Dorian Mode. 

Phrygian Mode... 

Lydian Mode. 

Mixolydian Mode 
Locrian Mode. 


14 

15 
19 
22 
25 
28 
31 


Harmonic, Melodic and Jazz Melodic Minor Scales 



Lydian Dominant Scales 



Altered Scales 



Bebop Scales... 

Major Bebop Scales. 

Dorian Bebop Scales. 

Mixolydian Bebop Scales 


47 

48 
51 
54 


Pentatonic Scales. 

Major Pentatonic Scales 
Minor Pentatonic Scales 


57 

58 
61 


Blues Scales 



Symmetrical Scales. 

Diminished (Whole-Half) Scales 
Diminished (Half-Whole) Scales 

Whole-Tone Scales. 

Chromatic Scales. 


68 

69 

72 

75 

78 




































major Scales 

A scale is an orderly succession of notes which can be sung or played on an instrument. Composers and musicians 
who use improvisation (spontaneous composition) in their music have used scales to create melodies and construct 
harmonies for centuries. As a jazz musician, it is important to have an arsenal of scales to choose from when improvising 
and composing. 

The major scale consists of two whole steps, a half step, three more whole steps followed by another half step. 
In the key of C, no accidentals (sharps or flats) will be needed. The notes that make up a C major scale are C, D, E, F, 
G, A, B, and the octave is completed with C. Found below are the standard notation and TAB for this scale 

Construction: whole step, whole step, half step, whole step, whole step, whole step, half step 

C Major 



It is important to recognize where the whole steps and half steps occur in the major scale. For this purpose, an 
F major scale has been constructed solely on the sixth string. Because of the linear motion used in this fingering for 
the scale, this fingering is not the most practical pattern when improvising. However, it does show where the whole and 
half steps are in the scale. It is a good idea to practice the scales on each of the six strings individually. The scales in 
this book will be presented with finger patterns and diagrams along with the scale constructed on only one string. It is 
the responsibility of the student to figure out and practice all scales in a linear fashion on each of the six strings. 

F Major 


1 2 3 4 5 6 7 8 9 10 11 12 13 



Whole Whole Half Whole Whole Whole Half 

Step Step Step Step Step Step Step 


















































































































































Having a systematized approach to practicing scales in all twelve key s is very important. It is suggested that the major scales 

presented be practiced around the circle of fourths. The keys in the circle of fourths are as follows: C, F, Bb, Eb, Ab Db, Ob, 
B E A D G and back to C. This circle is created by starting with a C major scale and locating the fourth degree, which is F, 
by playing up the scales first four notes (C, D, E, and F). To find the next key which is a fourth away from F, simply play up the 
F major scale four notes. This will result in a Bb being played. This pattern should be followed back to the original key of C to 
find all of the major keys. A chart has been provided which shows the circle of fourths and how the first few keys in the circle 
are derived. All twelve keys will be covered by practicing the major scale around the circle of fourths. This activity should be 

repeated for all scales learned in the future. 


Circle of Fourths 


C Major Scale 


F Major Scale 



o 

1 


B\> Major Scale 


C 



G\> 





b[? becomes the root for next major scale, 



e[? becomes the root for next major scale 
and so on back to CMajor. 


The circle of fourths sequence remains the same regardless of what scale is being practiced. The circle is based on th 
interval of a perfect fourth which is found in the major scale. Some scales in this book may have an altered fourth degree; howeve 

do not change the practice sequence based on these alterations. 





































































































One exercise that will help any guitarist memorize and master scales is practicing scales one octave at a time. Guitarists 
n learn patterns for two octave scales with the roots either on the sixth or fifth string. While this is not bad, too often the player 

s not see each of the root notes in the scale. 

These charts show the natural notes on each string of the guitar. 

Remember, to flat (b) a note, move down one fret (one half step). To sharp (I) a note, move up one fret (one half step). 
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When one-octave scales have been mastered, the guitarist can practice two-octave major scales. Moveable finger pattern 
for the two-octave major scale are shown below. Practice playing these fingerings in all twelve keys. 
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To create original scalar patterns (sequences), simply assign each of the notes in the scale a number. The chart below shows 
assigned numbers for each of the notes in a major scale with the root on the sixth string. Next, a numerical pattern is formulated. 
Start out with a simple pattern such as: 1234,2345,3456, and so on until all of the assigned notes are used. Simply play the notes 
in the order of the pattern. Practice formulating many scalar patterns. It is suggested that pattern groupings stay between two and 
four notes. This is a great exercise and it is expected the student will play scalar patterns for all of the scales in this book. 
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The major scale may be used to improvise and create melodies against the major chord that has the same letter name as 
the scale. The major scale may be used against any of the basic embellishments of a major chord which include: 6th, maj7, maj9, 
add 9,6/9, maj 13, and all of these when they contain a suspended fourth (sus or sus 4). The major scale may be used against any 
of the chords (and their respective embellishments) derived from the same major scale. In the key of C this would include: C major, 
D minor, E minor, F major, G major (the five chord in a major key can be a dominant seventh, G7), A minor, and B diminished. 
It is hoped that eventually the student will be able to “play the changes.” (Play notes, lines, and scalar ideas that bring out the 
differences in chords rather than the similarities.) Being able to recognize the scale by which a group of chords have been bom 
will be a great asset to any player. 









































































































































































































































































































Practice the following exercise which makes use of the G major scale. 
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Because the written etudes for each scale are eight measures long and are written over a one chord vamp, they may be 
transposed and played over all twelve keys supplied by the rhythm vamp. While transposing may be challenging at first to the 
student, this practice will insure mastery of the scales presented in this book. 


















































































































































































































































An interval is the distance between two notes. The following chart shows the whole step and half step relationship for all 
of the intervals found in the scales presented in this book. The major scale’s construction yields all the “major” and “perfect” 
intervals that correspond directly to how many notes in the scale they are away from the tonic (note that names the scale). For 
example, in the key of C major, D is a major second interval (D is the second note in the scale), E is a major third (E is the third 
note in the scale), F is a perfect fourth (F is the fourth note in the scale), G is a perfect fifth (G is the fifth note in the scale), A 
is a major sixth (A is the sixth note in the scale), and B is a major seventh (B is the seventh note in the scale. Every scale is built 
upon the concept of intervals. 

When an interval or scale degree is referred to as lowered, it means that the note is lowered by one half step (one fret on 
guitar). When an interval is referred to as raised, it means that the note is raised by one half step. A minor interval is a major interval 
that has been lowered by one half step. An augmented interval is a major or perfect interval (the term perfect interval is only used 
for the intervals of a fourth, fifth, and octave) that has been raised by one half step. A diminished interval is a perfect interval 
that has been lowered by one half step. 
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Intervals with a number higher than a seventh have the same note name as the lower numbered interval given in parentheses. 
The higher number suggests that the note is played an octave higher. 
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major Scale modes 





There are six other scales contained within the major scale. These other scales are called modes. Each of these modes use 
one of the notes from the major scale as their root note. The other notes remain the same as they were in the major scale and are 
played in the same alphabetical order to complete an octave. The names of the modes are: Dorian, Phrygian, Lydian, Mixolydian, 
Aeolian, and Locrian. Ionian is the modal name for the major scale. The following chart shows each of the modes derived from 
a C major scale. 
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Aeolian mode 


The first mode to be discussed is the Aeolian mode. It is also referred to as the natural minor scale. The root note of this 
mode is the sixth step of a major scale. As shown in the chart above, the A Aeolian mode (natural minor scale) has the same notes 
as a C major scale. The root note for this mode is the sixth note in any major scale. For example, the G major scale contains all 
of the notes for the E Aeolian mode. The Aeolian mode is also known as the relative minor of a major scale. 
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The following charts show the construction of the Aeolian mode in whole steps and half steps, standard notation, TAB, 
and a linear diagram of the mode on only the sixth string with the root as an F note in the first fret. It is suggested that this mode 
first be played on one string only for each of the six strings. The student will become familiar with the fretboard and the 
relationship of whole steps and half steps which make up this mode. 

Construction: whole step, half step, whole step, whole step, half step, whole step, whole step 


A Aeolian 
(natural minor) 


F Aeolian 




Whole Half Whole Whole Half Whole Whole 6th String 


Step Step Step Step Step Step Step 


It can be seen that the A Aeolian mode or A natural minor scale contains the same notes as the C major scale. To better 
understand the construction of this mode (scale), it should also be related to a parallel major scale. The Aeolian mode differs from 
the major scale in that the third, sixth, and seventh degrees are flatted (lowered) one half step. The C major scale has no sharps 
or flats, whereas the C Aeolian mode contains the notes C, D, Et», F, G, Ab, and Bk 

C major scale C natural minor scale 



To master playing the Aeolian mode (natural minor scale), follow the same practice sequence that was given for the 

major scale. Play the mode/scale in one key with the root on strings six, five, four, and three using the different finger patterns 
shown below. 


One-Octave Patterns 
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Sequencing (scalar patterns) must be played using this scale. Also, start each scale on the highest note and play it in 


descending and ascending fashion. Too often, guitarists start on the lowest note and play the scale in ascending then descending 
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The following exercise makes use of the A Aeolian mode. 






































































































































































































































































































































































































































































































Dorian IDode 

The Dorian mode starts and ends on the second degree (step) of the major scale. Therefore, the D Dorian mode makes use 
of the same notes as a C major scale. The Dorian mode has a minor quality and is used frequently in jazz improvisation to play 
over minor type chords. The Dorian mode’s construction is similar to the Aeolian mode, however the sixth degree is raised 
(sharped) one half step. 


C Major 


D Dorian 
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A Aeolian A Dorian 
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Shown below is the intervallic construction of the Dorian mode. Also, the Dorian mode is shown linearly on only the sixth 
string with an F as the root. One-octave and two-octave patterns are also shown. Remember to practice this mode following the 
same routine outlined for the major scale. Because the Dorian mode has a minor quality about it, it sounds nice when played 
against minor sixth, minor seventh, minor ninth, minor eleventh, and minor thirteenth chords. A chord vamp has been provided 
so the student may practice along with harmony that moves around the circle of fourths. 

Construction: whole step, half step, whole step, whole step, whole step, half step, whole step. 
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The following exercise makes use of the G Dorian mode. 
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Phrygian diode 

The root of the Phrygian mode is the third step in a major scale. E Phrygian would contain the same notes as C major. ( 
is the third step of a C major scale.) Like the Dorian mode, the Phrygian mode has a minor quality about it. However, it diffe: 
from the minor scale (Aeolian mode) in that it has a flatted second degree. The notes contained in the A Phrygian mode are: t 
B\>, C, D, E, F, and G. Notice that these are the same notes which make up an F major scale. (The note A is the third degree i 


an F major scale. When it is treated as the root of a mode, it will yield the Phrygian mode.) j 
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The intervallic make-up of the Phrygian mode is shown below. The linear diagram shows the Phrygian mode in the key 
of F. Only the sixth string is used so that whole and half steps may be seen clearly. Use the one-octave and two-octave fingeij 
patterns to learn this mode in all twelve keys. Practice this mode in descending and ascending order, as well as ascending and 
descending. Become completely familiar with this mode by assigning each note a number to create scalar patterns and 


sequences 


Construction: half step, whole step, whole step, whole step, half step, whole step, whole step. 
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One-Octave Patterns 
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The following exercise makes use of the D Phrygian mode. 
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Lydian mode 

The Lydian mode is the same as a major scale with a raised fourth degree. The C Lydian mode contains the notes: C, D, 
E, Ft, G, A, and B. It can also be thought of as the mode that begins on a major scale’s fourth degree. An F Lydian mode contains 
the same notes as a C major scale. 
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The Lydian mode works against major chords and their basic embellishments (sixth, major seventh, etc.). It is most effective 
when used against major seventh sharp eleven chords (maj.7t 11). The construction of this mode, as well as the sixth string linear 
diagram of this mode with an F as the root, are shown below. Also, one-octave and two-octave patterns are given. Make sure one- 
octave patterns can be played in all twelve keys before moving on to two-octave patterns. Use the rhythm track provided to master 
these one-octave and two-octave Lydian mode patterns. Use scalar patterns to solidify the mastery of this mode. 

Construction: whole step, whole step, whole step, half step, whole step, whole step, half step 
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One-Octave Patterns 
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The following exercise makes use of the G Lydian mode. 
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mixolydian mode 


The Mixolydian mode contains the same intervallic structure as a major scale with the exception of a flatti 
seventh degree. The C Mixolydian mode contains the notes: C, D, E, F, G, A and Bb. The Mixolydian mode 
and ends on the fifth degree of a major scale. Thus, the G Mixolydian mode contains the same notes as a C majo 


C Major 


C Mixolydian 



G Mixolydian 



The intervallic make-up, sixth string linear diagram for the key of F showing whole step and half step 
relationships, and one-octave and two-octave finger patterns of the Mixolydian mode are given below. 

Construction: whole step, whole step, half step, whole step, whole step, half step, whole step 
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One-Octave Patterns 







Two-Octave Patterns 
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Locrian mode 

The Locrian mode is the final mode derived from the major scale. Its root note is the seventh step of a major 
scale. The B Locrian mode contains the same notes as a C major scale. The locrian mode may also be viewed as a 
natural minor scale with lowered second and fifth degrees. The notes found in the A Locrian mode are: A, Bb, C, 
D, Et>, F, and G (the same notes as a Bb major scale). 
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The Locrian mode’s construction in whole steps and half steps and a linear diagram for the F Locrian mode on 
the sixth string are given below. As with the other modes, one-octave and two-octave finger patterns are shown 
below. Be sure to practice this scale in every position given and in every key. 


Construction: half step, whole step, whole step, half step, whole step, whole step, whole step 
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One-Octave Patterns 
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Because this mode has minor qualities and a flatted fifth degree, it works nicely against minor seven flat fi 

chords (m7t>5). Another name for this chord is the half-diminished chord (07). Use the following rhythm tracks 

practice this mode around the circle of fourths. Make sure to practice this mode ascending and descending, as wi 
as scalar patterns, to ensure complete mastery. 
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The following exercise makes use of the D Locrian mode. 































































































































































































































































































































































































































































































































Harmonic, melodic and Jazz melodic minor Scales 

As stated earlier, the natural minor scale is exactly the same as the Aeolian mode. The construction of the natural 
minor scale is the same as a major scale, but the third, sixth, and seventh degrees are lowered. There are two other 
scales that are closely related to the natural minor scale that are used in jazz improvisation. These are the harmonic 
minor and the melodic minor scales. The harmonic minor scale is a natural minor scale with a raised seventh degree. 
The raised seventh degree is called the “leading tone” because it leads chromatically to the root of the scale. The 
harmonic minor scale is shown below. 

Traditionally, the melodic minor scale is a natural minor scale with raised sixth and seventh degrees when it 
is played ascending, but the notes of the natural minor scale are used when it is played descending. Classical music 
generally uses the ascending and descending patterns, but in jazz only the ascending pattern is used regardless of 
which direction the scale is played. While the melodic minor is shown below and is covered later in this chapter, 
only the nontraditional (ascending only) pattern of this scale should be used as an improvisatory tool. 


A Natural Minor (Aeolian Mode) 


A Harmonic Minor 



A Jazz Melodic Minor 




Even though the harmonic and melodic minor scales are very closely related, they have different sounds, and 
therefore, will be presented separately in construction, finger patterns, and application. Shown below is the 
construction in whole steps and half steps of the harmonic minor scale and a linear F harmonic minor scale shown 
only on the sixth string. (Remember, it is a good idea to play all of the scales and modes on each of the six strings 
independently so the relationship of whole steps and half step construction may be seen.) One-octave and two-octave 
finger patterns for this scale are also given. Practice these patterns using sequences and scalar patterns ascending 
and descending using the recorded rhythm track. Because this scale has a minor quality, it may be used against minor 
and minor major seventh chords (mM7). It also works over minor add nine and minor suspended chords. 








































































































































One-Octave Patterns 





















Here is an example of how the harmonic minor scale can be used to improvise over minor chords. 
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Two-Octave Patterns 
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Lydian Dominant 

The Lydian dominant scale is the Mixolydian mode (often referred to as the dominant scale) with a raised fourth 
egree. Therefore, the notes which make up the G Lydian dominant are: G, A, B, C#, D, E, and F. The Lydian 

dominant scale may also be thought of as the fourth mode of a jazz melodic minor scale. The G Lydian dominant 
scale and the D jazz melodic minor scale are made up of the same notes. 




® construction of the Lydian dominant scale with a linear diagram with the root on the sixth string are given 

be ow. Remember, it is important to learn all of the scales in this book on one string before practicing vertical finger 

patterns. By playing the notes on only one string at a time, a better understanding of the fretboard will be gained by 

eac guitarist. One-octave and two-octave finger patterns are also given for this scale. Each guitarist should make 
sure to incorporate sequenced scalar patterns when learning this and other scales. 


Construction: whole step, whole step, whole step, half step, whole step, half step whole step 


F Lydian Dominant 
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One-Octave Patterns 
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The following exercise demonstrates how the Lydian dominant scale may be used to solo over 7# 11 chords. 
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filtered Scale 


The altered scale is the seventh mode of a jazz melodic minor scale. An F jazz melodic minor scale coni, 

the E altered scale. Because it is the seventh mode of a jazz melodic minor scale, it is referred to by some musici 

as the Super-Locrian mode. It is also referred to by some as the diminished whole-tone scale. This is because 

first half of the scale is a diminished scale. (This scale will be discussed in a later chapter.) The second half of 

scale is comprised solely of whole-tones. It is called the altered scale because it contains all of the common alteral 

in a dominant seventh chord. These alterations are the flat and sharp nine ([>9, #9) and flat and sharp five (l>5, 

The enharmonic equivalents of the flat five and sharp five are the sharp eleven (#11) and the flat thirteen (I 

respectively. The C altered scale is shown below compared to a C major scale. This comparison makes it clearer 
it is referred to as the altered scale. 


F Melodic Minor 


Seventh Degree 


E Altered Scale 


C Major Scale 


C Altered Scale 


2-3-5 2 4 5 A 


UI71 


- 

N E natural is the enharmoi 


note for Ft 


The altered scale construction in whole steps and half steps with linear diagram showing the root on the six! 
string is given below. One-octave and two-octave finger patterns are also given. 

Construction: half step, whole step, half step, whole step, whole step, whole step, whole step. 
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Bebop Seales 


m 


David Baker, one of the world’s finest jazz educators, named these scales the “bebop scales” because the 

used so often by jazz artists from the Bebop Era. These artists included Charlie Christian, Charlie Parker, 

Young, and Dizzy Gillespie to name a few. Because these artists had crucial roles in developing the jazz Ian 

every serious jazz musician should have a fluent knowledge of these scales. There are three different bebop„ 

These are the major bebop, Dorian bebop, and the Mixolydian (or dominant) bebop scales. Each of these scali 

eight notes (nine if the octave is counted) rather than seven. The extra note allows the scale to be played, using» 

notes, in exactly four beats (one complete measure of 4/4 time). If the scale is played with a chord tone on a si 

beat (downbeat), in the case of the major and Mixolydian bebop scales, all of the other chord tones will be pi 

on the downbeat. Because each of these scales has different function and relates to different chord types, they] 
be presented one at a time. 


major Bebop 


The major bebop scale is a major scale with an extra note between the fifth and sixth steps. It is compar 
a major scale below. In the following example, the chord tones of a major chord are shown in the scale. Notice 
eighth notes are used, each of the downbeats is a chord tone from a major sixth chord. 


C Major 


C Major Bebop 
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The major bebop’s construction is shown below with a linear diagram on only the sixth string. Also, one-octa 
and two-octave patterns are given. 


Construction: whole step, whole step, half step, whole step, half step, half step, whole step, half step 


F Major Bebop 
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One-Octave Patterns 
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CD #22 (also try with #2) 








The following exercise demonstrates how the major bebop scale may be used to improvise over major sixth ch 


CD #23 
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The following exercise demonstrates how the Dorian bebop scale may be used to improvise over minor seventh chords 
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The Mixolydian bebop scale is the same as the Mixolydian mode, but has an extra note located between 
seventh step and the root. It is compared to the Mixolydian mode below. The Mixolydian bebop scale has alsob 
written in eighth notes to show how the chord tones of a dominant seventh chord will be played on the downbe 




One-Octave Patterns 
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is being practiced and learned. 





















































































































































































































































































































































































































































































































Pentatonic Scales 



















j~0Ti 



Pentatonic scales 


Pentatonic scales, as the name implies, are five-note scales. The two pentatonic scales that will be cove 


the major and minor pentatonic. 


major Pentatonic 


The major pentatonic scale is a major scale without any half steps. The fourth and the seventh steps ha 1 
been removed. This can be seen by comparing the major pentatonic to the major scale below. 


C Major 


C Major Pentatonic 




The major pentatonic scale’s construction is shown below. A linear diagram of this scale with the root 
the sixth string has also been provided. One-octave and two-octave patterns should be practiced to the point 
mastery using the major chord rhythm track. 

Construction: whole step, whole step, one and a half steps, whole step, one and half steps 

F Major Pentatonic 
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One-Octave Patterns 
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Two-Octave Patterns 
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CD #2 (also try with #9 and #22) 
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The following exercise demonstrates the use of the major pentatonic scale in jazz improvisa 


CD #26 
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minor Pentatonic 

The minor pentatonic scale is a natural minor scale with the half steps removed. As shown below, the minor 
pentatonic scale contains the same notes as the natural minor scale, but the second and sixth steps have been omitted. 


A Natural Minor A Minor Pentatonic 



Whole step and half step construction for the minor pentatonic scale is given below. A linear diagram with the 

root on the sixth string is also given. One-octave and two-octave finger patterns should be practiced with the rhythm 

tracks provided. Because the minor pentatonic scale is closely related to a natural minor scale, it may be used against 
minor chords the same way a natural minor scale is used. 

Construction: one and half steps, whole step, whole step, one and a half steps, whole step 


F Minor Pentatonic 
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Two-Octave Patterns 
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CD #4, #7 
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The following exercise demonstrates the use of the minor pentatonic scale. 



CD #27 
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Two-Octave Patterns 






r 





M 



0 



n 

> 















O 

<► 

o 

?«> 




00 




ff* 

r 



T 




©◄ 






i>6 







}4i 





oi 

> 









j£J 



( 

r 








\4>t 

M 














Q4 




Yi 






The blues scale works against many different chords including dominant seventh and dominant 
embellishments, minor seventh and minor seventh embellishments, and sometimes major type chords. Becai 
this scale’s earthy quality, it can give a hint of the blues to almost any chord. To make practicing easier, only do 
seventh chords are provided as a rhythm track for this scale. Make sure to explore many uses for this scale. 



CD #11 (also try with #4, #7, #18 and #20) 
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The following exercise makes use of the Bb blues scale. Even though this scale is closely related to the minor 
pentatonic scale, it is applied over a dominant seventh chord in this example. 


CD #28 
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The diminished scale is a symmetrical scale. Its construction is made of alternating whole steps and half steps. 
This construction yields two different applications for this scale. Also, every other note of the scale may be 
considered the root. This scale will produce the same notes when played one and a half steps (three frets) higher or 
lower. Both diminished scales will be covered separately. 


Diminished Ulhole-Half 


The diminished (whole-half) scale is shown below. 

C Diminished (Whole-Half) G Diminished (Whole-Half) 



The intervallic construction and a linear diagram of this scale with the root on the sixth string are shown below. 
One-octave and two-octave patterns have also been provided. As was mentioned earlier, the construction of 
diminished scales is symmetrical. In the case of the diminished scale, the construction in whole steps and half steps 
is repeated every other note. The C, E\>, Gt>, and A diminished scales contain all of the same notes. Theoretically, 
there are only three diminished scales. They are: C, Ct, and D. All of the other tonal centers for this scale contain 
the same notes as the C, Cf, and D diminished scales. 


Construction: whole step, half step, whole step, half step, whole step, half step, whole step, half step 

F Diminished (Whole-Half) 


1 2 3 4 5 6 7 8 9 10 11 12 13 



Whole Half Whole Half Whole Half Whole Half 6th strin g 

Step Step Step Step Step Step Step Step 


One-Octave Patterns 
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The following exercise makes use of the Bt> blues scale. Even though this scale is closely related to the minor 
pentatonic scale, it is applied over a dominant seventh chord in this example. 


























































































































































































































































































































































































































































Symmetrical Scales 



Diminished Scales 

The diminished scale is a symmetrical scale. Its construction is made of alternating whole steps and half steps. 
This construction yields two different applications for this scale. Also, every other note of the scale may be 
considered the root. This scale will produce the same notes when played one and a half steps (three frets) higher or 

lower. Both diminished scales will be covered separately. 


Diminished Ulhole-Half 

The diminished (whole-half) scale is shown below. 


C Diminished (Whole-Half) 


G Diminished (Whole-Half) 


l>o i]o 




The intervallic construction and a linear diagram of this scale with the root on the sixth string are shown below. 
One-octave and two-octave patterns have also been provided. As was mentioned earlier, the construction of 
diminished scales is symmetrical. In the case of the diminished scale, the construction in whole steps and half steps 
is repeated every other note. The C, El?, Gl>, and A diminished scales contain all of the same notes. Theoretically, 
there are only three diminished scales. They are: C, Cf, and D. All of the other tonal centers for this scale contain 

the same notes as the C, Cl, and D diminished scales. 

Construction: whole step, half step, whole step, half step, whole step, half step, whole step, half step 


F Diminished (Whole-Half) 
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Whole Half Whole Half 
Step Step Step Step 


\ /~\/~\ / v 

Whole Half Whole Half 
Step Step Step Step 



One-Octave Patterns 




























































































































































































































Two-Octave Patterns 



The diminished.(whole-half) scale can be used to play over diminished seventh chords. The rhythm track t 
makes use of diminished chords in all twelve keys. Use this track to practice the diminished (whole-half) 
ascending and descending. Also, master this scale by using sequenced scalar patterns 


CD #29 


C°7* 










* (°7 = diminished seventh or dim7) 






















































































































































































































































































































B°7 



The following exercise demonstrates how the diminished (whole-half) scale can be used to 
diminished chords. 





CD #30 
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Diminished Half-Ulhote 


The diminished (half-whole) scale is shown below. 

C Diminished (Half-Whole) 


G Diminished (Half-Whole) 
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cEt : z 


patterns have also been provided. 


Construction: half step, who.e step, ha,f step, whoie step, ha,f step, who.e step, ha,f step, who,e step. 


F Diminished (Half-Whole) 
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One-Octave Patterns 






































































































































































































































Two-Octave Patterns 
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The diminished (half-whole) scale sounds nice when played against dominant seventh chords that have a flat 
or sharp nine (7h9, 7#9). The following rhythm track has been provided so that this scale may be practiced in all 
twelve keys against dominant seventh chords with an altered ninth. Make sure to practice the scale ascending and 
descending and with sequenced scalar patterns. 



CD #31 (also try with #11) 
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CD #32 










































































































































































































































































































































































































































































Ulhole-Tone Scale 


Like the diminished scale, the whole-tone scale is a symmetrical scale. It is made up entirely of whole steps. 
Because of its construction, every other note can be the root of the scale. This means there are whole-tone 

scales that contain different notes. The C whole-tone scale contains the same notes as the D, E, F* (Ob), 05 (Ab), 
and A# (Bb) whole tone scales. The C# whole-tone scale contains all of the other notes and roots for the other whole- 

tone scales. The whole-tone scale is shown below. 


C Whole-Tone 


C| Whole-Tone 



The whole-tone scale’s construction and a linear diagram with the root on the sixth string are given below. One 
octave and two-octave finger patterns are also given. 

Construction: whole step, whole step, whole step, whole step, whole step, whole step 


F Whole-Tone Scale 
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Step Step 
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Two-Octave Patterns 
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(2) and (4) are alternate fingerings 
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The whole-tone scale works great over augmented chords as well as dominant seventh chords with an all 
fifth (l?5, $5). For this reason, the following rhythm track has been provided. Practice this scale ascending 
descending with the following chords. Also, make use of sequenced scalar patterns when learning this scale. 



CD #33 (also try with #11) 




































































































































































































































































































































